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Europe and the Nation: A Paleo-Postmodern Analysis of Tom Mac Intyre’s Only an Apple



Tom Mac Intyre’s play Only an Apple marks a new direction in his theatrical work.  Since the late seventies much of his theatre has been steeped in experimentation where a Grotowskiesque emphasis on the body took centre stage.  In his previous work the author tended to avoid issues concerning politics preferring to focus on an archetypal Yeatsian aesthetic power of the unconscious: ‘Out of the argument with ourselves we create poetry out of the argument with others politics.’ (Ryan 2012, 227)  Though Mac Intyre does explore a variety of Yeatsian dimensions in Only an Apple it is also possible to read the text as an allegory of the continuing transition of the Republic of Ireland’s  political identity from being a nationalist state to that of the European other.  This transition is metaphorised in a paleo-postmodern context.  I created the term paleo-postmodernsim to describe the uniqueness of Mac Intyre’s aesthetic of balancing traditional themes with postmodern deconstruction.  The play involves an analysis of a Yeatsian paleo-modernist representation of political identities which, in a Lacanian sense, are mirrored in language and are deconstructed.  The drama is concerned with an Irish Taoiseach (Irish for prime minister) who is battling to save his leadership and is distracted by the supernatural apparition of two archetypal representations of Irish and British Nationalism, Grace O’Malley and Queen Elizabeth 1.    
The play was first performed at the Peacock Theatre in Dublin in 2009 and it had a mixed reception […].  According to Patick Lonergan, “Only an Apple […] is vacuous, crude, and infantile.  […] And because of all those things, it is a stunningly appropriate and stimulating portrait of our political system.” (Lonergan 2010, 316)  Lonergan is referring to the Irish political scandals that erupted in the early nineties and resulted in two decades of tribunals.  The sociological repercussions resulted in a deep distrust by the Irish electorate in the political system.  Mac Intyre’s drama is a farcical portrayal of the later life of the disgraced politician Charles J. Haughey, who was at the centre of those tribunals, and whose demise in 2006 marked the end of one of the most Machiavellian characters in 20th century Irish politics.  Like the Taoiseach in the play Haughey’s reputation went beyond political corruption as he also indulged in extra-marital affairs.  However, rather than portraying an all-out political villain, Mac Intyre’s Taoiseach is a tragic persona who is essentially searching for spiritual salvation.  The play’s archetypal “visitors,” Grace O’Malley and Elizabeth 1, are succubi who have taken human form and they use sex to manipulate their victims.  According to Arkins, the Taoiseach’s Cultural Attaché, 

Arkins: Succubus, singular, succubi, plural.  They move,
It seems, between the worlds.  Voraciously!  Upright, on
All fours, missionary, sixty-nine, plain old welcome-home-sailor, marathon or quickie, infinite variety their signature and seal. (Mac Intyre 2009, 25)
	
The succubi are mythical demonic figures who, through continual sexual intercourse with men, eventually kill their prey.  
In Only an Apple they target the Taoiseach and adopt politically iconic identities which mirrors the Taoiseach’s historical sense of self, namely representations of the Irish and British colonial conflict.  In Irish history the 16th century figure Grace O’ Malley was the chieftain of the O’Malley clan who were the most powerful in Ireland.  She developed a reputation as a pirate and won the respect of Elizabeth 1 whom she met in 1593.  Queen Elizabeth 1 ruled England for forty four years and her reign was considered to be the golden age for literature and trade.  Their meeting was an unprecedented historical occasion where the two leaders of Britain and Ireland were female.  In Only an Apple the political facades adopted by the succubi are designed to lure the politician through a familiar political narrative which mirrors his own ego to the unfamiliar supernatural borders of an unknown spiritual identity which is symbolised as the space of the European Goddess.   


This picture depicts the meeting between Grace O’Malley and Queen Elizabeth 1 in 1593.

As already noted the methodology which will be used for discursive analysis is paleo-postmodernism. This is a term I previously developed (while undertaking my PhD) to describe Mac Intyre’s idiosyncratic aesthetics of balancing postmodern experimentation with traditional Yeatsian ideology.  Paleo-postmodernism has three aspects: 1. Yeats’s paleo-modernism which deals with Yeats’s early modernist revivalist interest in the past, most particularly Celtic history and mythology.  Frank Kermode first coined this term in the sixties to describe early modernism which, in the late nineteenth century, was characterized by “formal desperation and an apocalyptic vision.” (Kermode 1971, 40)  Yeats’s paleo-modernist vision in the late nineteenth century reflected the wider European fin de siècle anxieties about man’s existence and his interest in Irish history and mythology has a major influence on Mac Intyre’s work.  2. Carl Jung’s ideas on the archetypal dimensions of the unconscious also influenced Mac Intyre who associates paleo-modernist symbolism of the Celtic past with Jungian archetypal representations of the anima.  3. Jacques Lacan’s concept of language is relevant to Mac Intyre’s work as it provides a useful framework for understanding Mac Intyre’s deconstruction of language and how that relates to the psychological motives of the protagonists.  Lacan’s concept of the Real, the Imaginary and the Symbolic aspects of language is based on Freud’s idea of the Oedipus complex.  The Real is concerned with the child’s absolute identification with the mother.  Once the child leaves the space of the Real all its drives are directed towards re-attaining that original union with the maternal body; as the child matures the pre-linguistic space of the Imaginary is adopted in order to overcome the trauma of separation from the mother where the child maintains the fantasy of maternal identification. The Symbolic is where the child renounces his desire for identification with the maternal space of the Real through the adoption of the patriarchal code of language.  According to Lacan it is the construct of Symbolic language that structures a subject’s identity and in Mac Intyre’s play the Taoiseach and the visitors mirror each other as their identities are structured by the language of English and Irish which, in key parts of the play, dissolves to reveal a transcendent European feminine space; the Lacanian Real.

Performing Nationhood

The drama is set in Taraford which, in the play, is the Taoiseach’s official residence.  The Taoiseach is preparing to counter a challenge to his leadership by his main rival Mac Phrunty and part of his plan is to introduce the Irish nation to his recent visitors Elizabeth 1 and Grace O’Malley: 

Taoiseach: They are-to my impartial eye- well-furbished women of the world, some world; their credentials merit the closest scrutiny.  Optimum reading? The greatest English sovereign ever-and our pirate of legendary prowess-select Taraford for pleasure-ground and the Irish Head of State for confidante.  I can go with that.  These women have a contribution to make, and I intend to give them scope.  I know the citizens of this island, Hislop.  They demand the hubbub of event.  Without it, they looked starved, are starved.  That, sir, is the insidiously abiding germ of blight in the soul of the Gael, and I, for one, will not be party to its propagation! (Mac Intyre 2009, 24)

The Taoiseach is speaking of the supernatural visitors and the significance of their presence at his home.  In other plays such as The Great Hunger and Rise up Lovely Sweeney Mac Intyre always uses the presence of women to represent the feminine side of the male characters in the context of the Jungian anima. (Ryan 2012, 223)  According to Jung the anima is “a factor of the utmost importance in the psychology of man where emotions and affects are at work.” (Jung 1999, 70)  Mac Intyre’s conception of the anima in his drama was always associated with a revivalist-styled ideation of a female Celtic archetype, “In Yeats’s view Ireland was only superficially Christian or modern.  Underneath the provincial imperial-British surface he sensed the presence of ancient paganism and the half-remembered myths of antiquity.” (Richards 2004, 49)
Yeats often embodied that underlying power in feminine terms.  In a Pot of Broth he refers to Grace O’Malley as an idealized image of Ireland:

Her eyes are gray like morning dew, 
Her curling hair falls to her shoe, 
The swan is blacker than [Looks round 
for a simile, then at his kand.~\ my nail, 
Beside my queen, my Granuaile. (Yeats 2006)

“Granuaile” is the Irish translation of the name Grace O’Malley.  In Only an Apple the Taoiseach is convinced that the supernatural appearance of the visitors is a miraculous event and believes it reflects his position as head of state.  He doesn’t realise Grace O’Malley and Elizabeth 1 represent an otherness of identity which is connected to his own anima nature.  The Taoiseach’s lack of knowledge reflects the fact that he can’t see past his own political identity which is historically bound up in the colonial and post colonial relationship between Britain and Ireland.  He thinks that somehow the appearance of the visitors will immortalize him politically in the face of the leadership challenge from Mac Phrunty.  When the Taoiseach states the manifestation of these characters will feed the Irish public’s ‘starved’ need for the “hubbub of event” he is talking about using the event to his political advantage.  The term “hubbub” historically has some interesting connotations.  According to Robin E. Bates the term “hubbub” was used by the British in the seventeenth century to refer to the ‘barbarous Irish’. (Bates 2008, 20)  According to David Greene, ‘the history of the word “hubbub” is rooted in ‘an interjection of aversion or contempt’ and abú, “the war cry of the ancient Irish.” (Greene 1971, 167)  Therefore the word “hubbub” is rooted in the historical conflict between the British and the Irish.     
The word “hubbub” is associated with “event” which the Taoiseach refers to as the imminent introduction of these characters to the Irish public; an introduction in which they would be used as propaganda.  The term ‘event’ also has postmodern connotations.  According to Derrida the word “event” is the point where presence in language immediately recedes upon articulation.  It is the idea that there is no central meaning in language and that meaning is always deferred.  The word “event,” in the play, is attributed to the word “hubbub” which also has postmodern connotations in that it refers to “a chaotic din” and therefore implies the disruption of a centered meaning in language. (Oxford Dictionaries Online)  According to Derrida language is in a constant state of chaos or “play” where a central signified meaning is always deferred.  
The postmodern decentring quality in this instance is that it casts a further reflection on the other Irish and English linguistically politicized hermeneutical associations of the word ‘hubbub’ by exposing the deconstruction of meaning.  Lacan says the subject is socially constructed by Symbolic language and in Only an Apple the deconstructive characteristic of the word “hubbub,” which refers to the appearance of the visitors, reflects the falsity of the nationalist identity of the visitors themselves; since they use a language of Irish and English which has become de-familiarised via the word “hubbub.”  This conjunction of political identification and the unreal is reflected in recent critical discussions regarding twenty-first century post-nationalism in Ireland and Britain: according to Richard Kearney “The shibboleths of both Irish and British nationalism begin to become undone when exposed to the razor of contemporary change.  Britain and Ireland are, in Benedict Anderson’s resonant phrase, ‘imagined communities.’” (Kearney 1997, 9)  This idea of “imagined communities” in the word “hubbub” has an explosive paleo-postmodern impact on the play which conjoins a paleo modernist Yeatsian vision with postmodernist deconstruction.  This reinforces the idea that rather than being the actual characters of Grace O’Malley and Elizabeth 1 the visitors are performing these roles; they are essentially performing nationhood. 
Judith butler’s ideas regarding the social performance of gender is very relevant here:

If the body is not a ‘being,’ but a variable boundary, a surface whose permeability is politically regulated,  […] I suggest that gendered bodies are so many ‘styles of the flesh’ […] consider gender, for instance, as a corporeal style, an act, as it were, which is both intentional and performative, where ‘performative’ suggests a dramatic and contingent construction of meaning. (Butler 1990, 139)

In a similar way Grace O’Malley and Elizabeth 1 undertake a political ‘corporeal style’ which is based on the “contingent construction of meaning” which is mirrored in their Lacanian Symbolic use of language.  This idea is also mirrored in the Taoiseach whose self-belief in his political identity is mirrored in the political identity of the visitors.  But his status is one where he identifies with his political ego and is proud of the fact the visitors chose to pick “the Irish Head of State for confidante.”  His over-confidence also betrays a deep insecurity in his identity.  On the level of the Lacanian Symbolic the visitors represent both the Taoiseach’s languages of Irish and English, but in the context of the Lacanian Imaginary stage they are the mirror for the Taoiseach’s fantasy of his idealized egoic self.  According to Lacan the Imaginary stage is where the child creates an idealized  mirrored self reflection in order to cover up the realization of his own separation from the maternal body, in other words his own fragmentation.  In the play this original union is portrayed as a feminine world that exists beneath the visitor’s camouflaged nationalist personas. The appearance of O’Malley and the British queen represents the fact that the Taoiseach’s political identity is about to fragment. 

The Lacanian Real and the European Other

Understanding the function of language in Mac Intyre’s work is central to understanding his drama.  In my recently published monograph, Border States in the Work of Tom Mac Intyre: A Paleo-Postmodern Perspective, I argue that Mac Intyre uses the Irish language, in plays such as The Great Hunger and Rise up Lovely Sweeney, to deconstruct the colonial language of English in order to discover a primal unconscious Irish identity.  In Only an Apple the author takes a different route in that the languages of English and Irish become political constructs which are disrupted by the powers of the European other.  In Act 2, scene 5 of the play the Taoiseach discusses the significance of the visitors in terms of his fate, with Arkins, a gay character, who is portrayed as a wise poet:

Taoiseach:  Grace insists I’ve been howling for them for at least a decade.  Is that possible?  Always been taken by them- Grace O’Malley and Elizabeth, who wouldn’t?-but howling- for at least a decade? 
…
Arkins: Few of us know for what we howl.  Our fate, some say.
…
Taoiseach:  Our fate what the hell is that?  Your fate.  Explain, explain-
Arkins: Three Goddesses out there, it’s in all the stories.  One releases you into the world, the next determines the nature of your life, the third snips the thread-gone! (Mac Intyre 2009, 90-91)

In European mythology the three Goddesses who represent fate have different manifestations which are linked:’

 the traditional representation of the three Goddesses as spinsters […] The “Never=Nevers” are a combination of Clotho, “the spinning fate.” Lachesis, “the one who assigns to man his fate,” and Atropos, “the fate that cannot be avoided “ […]The “European faces” of these Parcae-spiders evoke a grim vision of the destructive powers of Europe. (Bemorg 2008, 85)

Beneath the political facade the visitors represent the three goddesses of fate who symbolise a transcendent European feminine power.  They seek to possess the Taoiseach and take him beyond the borders of his familiar nationalist identity which is bound up with a complicated colonial history into the space of the European other.  Richard Kearney notes that the challenge for the “imagined communites” of the British and Irish states in the twenty first century is maintaining a nationalist identity in the face of ‘the increasing momentum of European politics towards a postnationalist paradigm.” (Kearney 1997, 9)  This is a reflection of the cultural tension in Ireland in the last twenty years in terms of dealing with an increasingly converging Europe where nations, through different treaties, have transferred powers to an increasingly more centralized European system.  According to Tamar Mayer:

Since Ireland joined the E.U. the paradigmatic links between Irish state and the Irish nation have weakened.  Such weakening in correspondence between the symbolic content of the Irish nation and, particularly, the juridicial content of the state, has resulted in the widespread perception in Ireland that the Irish nation itself is dissolving. […] As a result, since the mid-1980s national politics in Ireland have been largely dominated by highly gendered and sexualized political issues such as contraception, abortion and divorce-those issues which directly threaten the moral symbolic content of the Irish nation. (Mayer 2000, 71)

The moral debate regarding contraception, abortion and divorce and the impact of Europe was very much the dominant theme throughout the nineties in Ireland.  The European court of Human Rights had the power to pressure the Irish government on the issue of women’s issues, ‘pressure from Europe to conform to community legal standards regarding women's rights proved to be an important factor in forcing a reluctant Irish male political elite to address many of the economic and social policy issues.’ (Coulter 1997, 265)
There is a proto feminist dimension to Mac In tyre’s work as he is aware of the negative historical impact of the Catholic Church on women in Ireland:

The truth we’re talking about for me brought up in Gestapo Ireland of the thirties and forties […] where you were told you had no permission to think…and women don’t exist by the way […] the Catholic Church was leading the Gestapo attack […] if you are interested in quality story-telling you have to […] shed everything you have and follow the star that is your star and you will come back to the Goddess really […] the aisling figure or put it another way to the conversation with the form interior. (Ryan 2012, 220)

In Only an Apple Mac Intyre presents an aesthetic attack on the Catholic Church’s view of women by evoking a powerful archetypal feminine force.  The visitors are sexualized entities, and as the European other they challenge a moral authority in an Irish society which has been dominated by Catholic conservatism.  As Mac Intyre notes the goddess archetype is an important part of male creativity, she is the anima part of his identity, the source of which, for him, dwells in the unconscious.  In the play the European tripartite goddess, is embodied but hidden, in the visitor’s performance of nationhood.  The play conveys a sense that the journey the Taoiseach is about to take reflects a world, which is beyond traditional Irish/British political relations, and is associated with the mystical other.  This mystical other is symbolic of an otherness of identity; a European identity, as the Taoiseach states the visitors represent “the turbulent landscape of the new.” (Mac Intyre 2009, 20) 
Tamar Mayer’s reference to an “Irish nation dissolving” is reflected in the fragmentation of the Taoiseach’s political identity.  His sense of the ‘landscape of the new’ also refers to the Taoiseach’s interior journey towards his anima nature.  According to Jung the anima is often ‘hidden in the dominating power of the mother.’ (Jung 1999, 71)  In the context of the Lacanian space of the Real, Jung’s association of the anima with the maternal is significant as the Lacanian Real represents an infant’s total identification with the mother and, according to Lacan, the basis of the maturation process of separation into the Imaginary and the Symbolic is always the subject’s unconscious drive to return to the space of the Real.  As already noted, the dissolving of the mask of political identification, and its associated Lacanian Symbolic language, reflects the fact the Taoiseach is about to transcend  the empirical boundaries of his familiar political identity into the interior landscape of the trans-linguistic Lacanian Real; which is  maternally associated with the anima space of feminine power.  In a paleo-postmodern sense the dissolution of the Lacanian Symbolic representation of language erodes Irish and British identities in the face of the growing power of the European other.

Spiritual Unity: The Vampiric Protestant Aesthetic

The supernatural power of the visitors is reinforced in the play through the symbol of the vampire:

Taoiseach: she’s off the leash!  See that flitther of her fangs- and you’re worse!
Grace: should I bate me breast?
Taoiseach: I prefer her, she’s honest about her venom- but you, you’ll soother and wheedle and jook, the you’lll sink the teeth!
Grace: And, if I do, it’s for mutual pleasure, as you should be the first to know.  Suffrin’ Christ, I had such faith in you.  Now a hasky welt in the voice, and a strainc on the puss, but at least I know the why of it.  […]Mc Phrunty, God bless him , had a bit o’ style! Did I not tell you, he had a céad mile fáilte loss o’ consciousness?
Taoiseach: is he still in it? 
[…]
Grace: isn’t he after b’in’ looked after, a chroí?  Wasn’t I meself the one-as the three of us entered harbour- that gev him The Mortal Kiss?
Taoiseach: Mortal kiss?
Grace: Aye, it’s one of the sweetest explorations-for the likes of us, y’know-a stillness to it- and a softness- it’s a srtov a lishpeen of a pógeen-God in Heaven, I wish I could express meself –ever feel, Taoiseach, that your willowy tongue-that lovely green offal- is just an upstart insubordinate, a upsthart unshubordinate dissolvin’ solvint! (Mac Intyre 2009, 79)

In this scene the Taoiseach makes reference to the passionate natures of the visitors who entrance and drain their lovers of energy.  He uses vampire imagery such as “fangs” and “sink the teeth” to describe such all-consuming behaviour.  Grace O’Malley defends their actions and associates the passion with “the mortal kiss.”  This is a reference to a famous painting called The Mortal Kiss by the Russian artist Dimitri Vrubel.  The painting was a mural created when the Berlin wall fell and is an iconic symbol of that historical event.  It consists of the communist politicians Leonid Brezhnev and Eric Honecker kissing.  
The immediate impact of the fall of the Berlin wall was the reunification of Germany which had a major effect on the pace of expansion and integration of the European Union.  In Only an Apple Grace’s reference to “the mortal kiss” relates to collapsed borders and in the case of the play the collapsed borders is the familiar historical narrative of British/Irish relations which the Taoiseach identified with.  It is a reference to what lies beneath Grace’s constructed Irish identity, the tripartite Goddess of European power.  What is very significant in this scene is when Grace tries to explain the mortal kiss her use of the languages of Irish and English become disrupted.  She says to the Taoiseach, “I wish I could express meself –ever feel, Taoiseach, that your willowy tongue-that lovely green offal- is just an upstart insubordinate, a upsthart unshubordinate dissolvin’ solvint!”  She is referring to how her language, where she speaks both in Irish and English, is becoming disrupted and it happens at the point of referring to “the mortal kiss.”  She feels the language of Irish and English is “insubordinate” and disintegrates-like the Berlin wall- like a “dissolvin solvint” in the face of something more powerful, the European other.  Grace as a Yeatsian revivalist ideal of the past becomes a paleo-postmodern vision of an idealized history that has dissolved via the Lacanian construct of Symbolic language.  This speech echoes Tamar Mayer’s statement that in the twenty first century, ‘the Irish nation itself is dissolving.’
The sexualised association of ‘the mortal kiss’ and vampire imagery is reminiscent of Bram Stoker’s novel Dracula where female vampirism is linked with sexual promiscuity:
 
The fair girl went on her knees, and bent over me, fairly gloating.  There was a deliberate voluptuousness which was both thrilling and repulsive, and as she arched her neck she actually licked her lips like an animal, till I could see in the moonlight the moisture shining on the scarlet lips and on the red tongue as it lapped the white sharp teeth. (Stoker 1997, 42)

Jonathan Harker’s experience of the vampire conveys a sense of alienation in the face of the supernatural creature.  Alienation is a characteristic of the Irish protestant aesthetic. (Dawe 1984,21-22)  Stoker’s and Yeats’s sense of the alienated self was developed as a result of being part of a religious minority in the late nineteenth and early twentieth century Ireland.  Mac Intyre’s protestant alienated vision is situated within the unconscious and is concerned with male protagonists who are disconnected from their anima natures.  For Jung the vampire is an archetype of the primitive, voracious amoral shadow side of the personality. (Cheung 2009, 326) In the play Mac Intyre presents this attribute as a necessary aspect of the anima goddess side of the male subject.  When Grace O’Malley refers to the disruption of language as being like a “dissolvin’ solvint,” it is contrasted with the physical action of ‘the mortal kiss’ which is associated with vampirism.  The physical action of the vampire’s “fangs” is connected to the deconstruction of political walls; political identities.  It is a physical link to the language of the European other which transcends the borders of the empirical world and ruptures the Lacanian Symbolic language (English and Irish) of the political facade that is Grace O’Malley.  Dracula has often been interpreted as a xenophobic novel which highlighted a fear of the European other.  Hailing from Transylvania the spectre of Dracula symbolised the worst fears of Victorian Britain regarding the effects of immigration and reverse colonisation.  
Yeats was aware of Stoker’s novel and in his play Cathleen Ní Houlihán he included vampire imagery.  Cathleen Ní Houlihán, in Yeats’s play, is depicted as a homeless old woman who has been dispossessed of her land and she visits a family and charms them with tales of her loss and sings songs of old Irish heroes.  She inspires a young man, who was about to marry, to join the 1798 Irish rebellion against the English.  The boy dies and it is reported the old woman transforms into a young female.  The boy’s sacrifice rejuvenates the young woman who is a metaphor for Irish nationalism.  The vampiric dimension to the play is in Cathleen’s statement, “They that had red cheeks will have pale cheeks for my sake.” (Yeats 2006, Online) The idea of “pale faces” is a common expression used to describe vampires.  They are the undead who survive through taking the blood of the living.   Like a vampire Cathleen becomes rejuvenated through the blood sacrifice of the young man.  Yeats’s paleo-modernist vampiric image of Cathleen as the embodiment of nationhood is disrupted by the paleo-postmodern performance of nationhood in Only an Apple.  In Yeats’s play the image of vampirism reflects the desire for a fulfilled Irish nationalist identity.  In Only an Apple vampirism becomes the physical language of the European other which deconstructs the political identities and languages of Irish and British nationalism.
At the end of the play the Taoiseach decides to travel with the visitors to the other world:

The atmosphere changes utterly.  All stand.  Elizabeth takes from her bosom a blood-red apple, studies it, kisses it, takes a large bite, slings it to Grace.  Grace studies it, licks it lovingly, takes a large bite, slings it to the Taoiseach.  Taoiseach studies it, holds it aloft as you’d raise a glass of wine.  Deep breath, he takes a large bite, throws the remains over his left shoulder.
Pause.[…]
‘activating the object’[…]the two embrace and, the snake writhing companionably about them, they stroll from the room, door opening to their advance and remaining open.
The Taoiseach has witnessed, as in witnessed, all this. […] He rises and walks slowly through that open door.  Slow fade.  A modest spot contests the slow fade.  Finally this spot is vivid and focused trimly on what’s left of that apple.  It brushes that apple. (Mac Intyre 2009, 103-104)

The silence of the scene conveys the idea that the languages of Irish and English and the related political identities have been deconstructed.  The focus is on the apple which links all three characters through the silent process of biting.  This vampiric image represents the language of the other and the snake is also linked to the ancient European worship of the great Goddess. (Haarman 1995, 60-61) By walking through the door the Taoiseach’s familiar political identity and language has dissolved as he embraces the mystic world of the European other.
Mac Intyre’s Only an Apple marks a move away from his other drama which generally associates the mystical world with Irish identity.  This play takes a more contemporary slant as it symbolises Ireland’s transition from a nationalist to a European identity.  Mac Intyre portrays the shift as a positive paleo-postmodern apocalyptic moment where the future has unlimited potential and the psychological chains of Irish political history is relegated to the dark corridors of Ireland’s traumatic past.
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